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BOSTON UNIVERSITY SYMPHONY ORCHESTRA 
David Hoose, Conductor 
FIVE PIECES FOR ORCHESTRA, OP. 16 
Premonitions - Vorgefule 
Yesteryears - Vergangenes 
Arnold Schoenberg 
(1874 -1 951 ) 
Summer Morning by a Lake (Colors) - Sommermorgen an einem See (Farben) 
Peripetia - Peripetie 
The Obligatory Recitative - Das obligate Rezitativ 
I N TERMISSI O N 
YMPHONY NO. 9 IND MINOR, OP. 125 
Allegro ma non troppo e un poco maestoso 
Moho vivace - Presto 
Adagio molto e cantabile 
Ludwig van Beethoven 
(1770 - 1827) 
Presto - Allegro assai - Allegro assai vivace - Andante maestoso -
Adagio ma non troppo ma divoto -
Allegro energico e sempre ben marcato -
Allegro ma non tanto - Presto - Maestoso - Prestissimo 
BOSTON UNIVERSITY SYMPHONIC CHORUS 
Ann Howard Jones, Music Director 
Keily Kaduce, soprano 
Penelope Bitzas, alto 
Karl Dent, tenor 
David Cushing, baritone 
Please note that cameras and recording equipment are prohibited in Symphony Hall. 
Thank you for switching all cellular phones, pagers, and similar electronic devices 
to silent mode. 
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PROGRAM NOTES 
Anold Schoenberg used to be the composer either to worship or to hat.e. ~o~adays, he's the composer to ignore. Throughout most of his lifetime and for at least twenty-five years beyond, his 
music called forth the most intense reactions. There were fervent devotees 
- believers, as it were, in a cause. From his most important students, Alban 
Berg and Anton Webern, to Gustav Mahler, who often found Schoenberg's 
music puzzling but thought of him as "one of those fiery spirits - of the 
kind bound to provoke opposition but just as certainly to add life and set 
things in motion;' to a generation of composers who handed down to yet 
another generation the 'truths' of his music, many believed in the inevitability 
of a new language that could supplant the old, if ever evolving, laws of 
tonality. Few composers working through the third quarter of the Twentietp 
Century could deny the influence of Arnold Schoenberg. Although the youn5 
iconoclast Pierre Boulez said that "Schoenberg is dead;' his own music could 
not have existed without the music of 'Uncle Arnold.' 
Taking sides was unavoidable. To whom did you offer your allegiance -
Schoenberg or Stravinsky? You had to choose, for it was not permissible to 
love both. My own beloved and deeply imaginative composition teacher, 
Richard Hoffmann, himself a student of Schoenberg's (and, by marriage, 
his cousin), could never give himself over to Stravinsky, even for a moment, 
lest he be guilty of a terrible disloyalty. I will never forget Mr. Hoffmann's 
analysis of the Symphony of Psalms, an analysis consisting primarily of 
counting the iterations of the four-note timpani figure that closes the last 
movement (thirty-four) as a twinkling suggestion that such repetitions were 
the product of a feeble imagination. 
-· Many listeners, composers and critics were terrified by Schoenberg's music. 
To them it was ugly, incoherent, even dangerous and, worst of all, unnatural; 
to them, it was 
not music at all, but an assassination of sound, a crime against 
nature, doubly damnable because the 'composer' does not merely 
upset old notions but also wants to renounce the natural path of 
musical development. 
(Paul Stauber, Viennese critic, 1905) 
Ironically, Schoenberg - and his followers - believed that his music had 
grown quite inevitably and naturally out of the lineage from Bach through 
Mozart, Beethoven, and Brahms and Wagner. 
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It seems to me that a new Mozart is growing up in Vienna. 
(Eduard Hanslick, 1898) 
Passions ran high on all sides. A concert organized by Schoenberg in Vienna 
that was to present works of Webern, Berg, Alexander von Zemlinsky 
(Schoenberg's teacher and brother-in-law), Mahler (Kindertotenlieder), and 
his own Chamber Symphony, op. 9, erupted in active scepticism: 
Hisses, laughter, and applause made a bedlam .. . Between numbers 
little groups of disputants came within an inch of blows; one of 
the composers shouted remarks and entered into the row; the 
conductor went on strike; an official boxed the ears of a man who 
had publicly assaulted him; the police commissioner ordered the 
hall cleared, and the concert was stopped before the final number. 
(Reported in a Boston [!] newspaper, 1913) 
Would that concerts today received that much attention. And therein lies 
the problem. No one during Schoenberg's life or for twenty-some years 
er thought him anything less than terribly important. Annoying, perhaps. 
ut not insignificant. During the last quarter of the last century, however, 
easier esthetic sensibilities developed. Minimilism, post-modernism, 
post-post-romanticism, formal eclecticism, the new classicism, the new 
tonality, the new simplicity - reactionary movements all - began not 
to oppose Arnold Schoenberg as much as to try to make him irrelevant. 
Orchestras today may not run away from new music, but they treat the 
music of the Second Viennese School with an embarrassed silence, as if it had 
never happened. Sure, performances of Schoenberg's readily approachable 
Verkliirte Nacht and Berg's impressionistic Violin Concerto make their 
appearances, but what other works do we hear? What else does a young 
composer, or any young musician, get to hear? Where do the adults go? 
An alert and well-trained mind refuses to listen to baby-talk 
and requests strongly to be spoken to in a brief and straight-
forward language. 
(Schoenberg) 
The opposition to Schoenberg during between 1900 and 1970 was born of 
confusion and bafflement. The music was, for some, far too dense to absorb, 
and the disturbed listener ran from its passionate complexity. But today's 
listener is more likely to run from its complex passion. It is the music's 
emotional openness, its raw ecstasy, its nakedness that makes us uncomfortable. 
Schoenberg's music is, in today's world of plastic, silicon and stainless steel, 
too hot to handle. Today or yesterday, it is not the cerebral in Schoenberg 
that has turned people away, though many have tried to argue that case. 
·s his fearless emotion, his undaunted passion, his truly open heart that 
ubles our sensibilities. 
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Of course, one could ascribe some of those revealing qualities to Mahler, 
a composer whose music has now fully eclipsed Schoenberg's in fame, 
impact and perceived value. But the passion in Mahler's music suits our 
age of self-absorption rather well. Schoenberg's emotional openness, on 
the other hand, is never about himself. His ego may have been huge - he 
believed himself to be divinely inspired and the true inheritor of Beethoven 
- but his music reaches outward and upward, compelled by a love of life. 
His thoughts and, crucially, his feelings are about creation, the world, God 
and truth. For us today, that may be too much to bear. But when we are open, 
we may glimpse a spontaneity, freedom, energy and exultation unsurpassed 
in few composers' music - save that of Ludwig van Beethoven. 
Arnold Schoenberg composed only three large purely orchestral works: 
Pelleas und Melisande, an extravagant late romantic, tonal work completed 
in 1903; the Variationen, op. 31 (performed by this orchestra in Symphony 
Hall last season), a fully twelve-note composition produced at the height 
of the composer's creativity; and the 1909 Five Orchestra Pieces, op. 16. 
Schoenberg composed these pieces as he was working toward a musical 
language that could express an idea in the most concise and intense way, bu, 
increasingly freed from the pull of tonality. And all this with an irrepressible 
wealth of imagination and surprise of joy. 
In this music, as in all of Schoenberg's, the fire burns white. The first 
movement, an exhilarating romp of virtuosity, breaks open as if already in 
full flight and weathers a storm of conflict between stasis and frenzy, finally 
exiting in a thunderous rumble. The second, an endearing song whose title, 
"Remembrance;' suggests the fading world of tonality, unfolds more patiently, 
giving room for our own tender memories. The third, seeming to be hypnotized 
by rippling water (complete with leaping fish), is actually a carefully worked 
out canon among its various voices - in the trance is embedded the idea. 
The fourth seems over almost before it has begun; in its impetuous eruption 
are the seeds of its own collapse. But the last movement, a kind of Liindler, 
slowly unfolds in a single, wide-ranging melody; accompanied by counter-
melodies of nearly equal interest, until it fully entangles us in its web, 
sweeps us up to an exalted height, and quickly releases us into a poolthat 
reflects back and, as with all of Schoenberg, forward toward an unseen, if 
destined future. 
I feel air streaming from another planet 
Paling through the gloom behind are faces 
that turned to me as friends a while ago. 
And in a sea of crystal brilliance, swimming-
I am a light-spark only from the holy fire 
I am a rumbling only of the holy voice. 
(Stefan George, from Schoenberg's String Quartet No. 2, first and last verses, 
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* * * * * 
The composers Arnold Schoenberg revered were those he believed to have 
been divinely inspired, those who were consummate craftsmen, and those 
who were driven by ideas. Johann Sebastian Bach and Johannes Brahms 
were among them. But the composer who symbolized Schoenberg's deepest 
spirit, that of radical ground-breaker rooted in deep tradition, had to be 
Ludwig van Beethoven. And, of all of Beethoven's music that smashed 
boundaries, the Ninth Symphony was the highest example. 
It was Beethoven's need to reach beyond the purely instrumental symphony 
into the world of words that catapulted this piece onto a wholly new plane. 
He did have doubts about this extraordinary last movement while he was 
composing it, and contemporaries reported that he had considered replacing 
it with a purely instrumental movement. Some thought the last movement 
an utter mistake. 
The fourth movement is, in my opinion, so monstrous and 
tasteless and, in its grasp of Schiller's Ode, so trivial that I cannot 
understand how a genius like Beethoven could have written it." 
(Ludwig Spohr, violinist, conductor and friend of Beethoven's) 
The problem of the last movement had always plagued Haydn, Mozart 
and Beethoven. Only the last movements of Mozart's G minor and Jupiter 
symphonies are truly on the level of their other movements. And the last 
movement of a symphony even as great as Beethoven's Eroica seems less 
convincing than its first three movements. It was as if the composers ran 
out of steam, or as if the dramatic challenges posed by the first movements 
were sufficiently resolved so as not to need yet more music. 
More than once, Beethoven rethought his last movements. He had originally 
offered for publication his "Hammerklavier" Sonata without its gigantic 
fugal last movement, thinking it was "not ... suitable for London." The final 
movements of many of the "Razumovsky" Quartets underwent significant 
changes. And, after composing his B-flat Quartet, op. 130, he had second 
thoughts about the enormous last movement, the Grosse Fuge, and replaced 
it with more 'to scale' music, the Cavatina. People will always puzzle over 
which is the proper ending ' and, in some sense, this quartet will always 
remain unfinished. Thus, it was not surprising that Beethoven had doubts 
about the Finale of his last symphony, both because of its huge scope and 
because with it he had opened the door to words - thoughts beyond 
music. We can be thankful that he had second thoughts about his second 
thoughts, that he may have realized that the last movement of his Ninth 
Symphony, though not a logical completion of the first three movements, 
was perfect just as it was. It is to us, today, still not logical. It is, instead, 
supra-logical or, as Donald Francis Tovey said, "a law unto itself." 
ith the last movement, Beethoven threw out all caution. Not that his 
music was ever careful, as the Grosse Fuge, Missa Solemnis, and Fidelio all 
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demonstrate, but this chaotic, spontaneous, and unpredictable setting of 
Friedrich von Schiller's visionary text leapt into unprecedented risk. We 
have all heard this music enough to believe that it's not particularly radical. 
And I do not mean all of the misappropriations of the "Ode to Joy" for 
product selling, sporting events, and both noble and heinous political ends. 
That the music survives these egregious manipulations, and that so many 
of us have heard the entire last movement or even the entire symphony is 
a testament to the work's strength and purity of vision. But, as familiar as 
the music may be, it is still quite confusing. 
Think just of the last movement's large design. Is it a sonata form? A variation 
form? A concerto-sonata form? Or a four-movement design unto itself? 
Probably 'yes' to all. The more directly we look at the movement's inner 
workings, the less any one explanation suffices. Analysis cannot capture the 
impact of the Finale, but can only suggest how flawed the music is. Like an 
optical illusion in which two or more opposing images vie for our attention 
and, at the same time, prevent our seeing them all, the Finale of the Ninth 
Symphony defies capture. There can be no single satisfying view, nor is one 
needed. Standing in the face of this music, however, we are left speechless, · .. 
unable to argue. 
It is possible to hear the last movement as a reflection of the previous three 
movements, as a partial resolution of the troubles put forth by the drama of 
each. The first movement, a foreboding and often angry march, never finds 
its satisfying conclusion. Always struggling, it appears in a foreign key - as 
if piecing music (and existence itself) together for the first time, wrestles 
with forces that continually dislodge its rhythmic stability, and stubbornly 
denies any strong arrival in its home key until about four-fifths of the way 
through. Even the return of the opening, the recapitulation, traditionally a 
secure moment, plunges us into a vortex of terror. And the final pages of the 
movement show that this was, after all, a funeral march - a bitter and 
deeply troubled one. 
The second movement, sarcastic and nervous, acts as if humor might be 
an answer. But the music continues to struggle. The trio does release some 
of the enormous pent-up energy, as if one were leaping from a cliff into 
exhilarating flight. When this soaring music makes a second appearance, 
however, it is chopped off with a vengeance that leaves us stunned. The 
heavenly third movement unfolds in an ambiguous shape (variatio:ns? 
sonata form?) that anticipates the complexity of the last, but in its own 
calm, improvisatory manner. When the movement finally disappears, this 
serene and reverent music seems not to have resolved any earlier struggles, 
in spite of its introspection. 
The last .movement erupts in a hellish way, the double-basses and cellos 
loudly.arid impossibly try to speak in recitative, and we are thrown back 
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into the first movement's traumas. Finally, the voices appear, and the music 
begins to lift to another plane. The great hymn that had been offered eloquently 
unadorned by the lower strings now is released in full throat, and we begin 
to see beyond the bounds of pure music toward a world only imagined. 
Utopias are often only premature truths. 
(Alphonse de Lamartine) 
A Turkish March appears from afar in suggestion of the Scherzo. But here, 
the intoxicated joy transforms, step by step, the bitter humor of the earlier 
movement into a giddy paean to hope. The symphony's slow movement 
begins to find its resolution in the mighty entrance of the Finale's third part, 
music full of solemnity that raises us from our drunken earthiness toward a 
sublime embrace. This is song that, like the third movement, has an ancient 
tone, but it is a vibrant, human one, one reaching for the stars. 
The moral law within us and the starry sky above us ... 
(Beethoven) 
ow, the full forces peal their bells of exultation, an answer both to the 
previous movements and to the movements within the last. The exhilaration 
is irrepressible, the music reaching ever higher and ever more determined to 
find an answer. But the answer can never be captured. Beethoven is speaking 
to the highest aspirations of humanity and to ideas that may always give us 
struggle - inter-faith respect, international peace, interracial honor, brother 
and sister unity. The music, rushing as it does to its last note, seems to spill 
beyond itself, trying to break through into the next world where the answers 
may be. If Beethoven could have kept going, he would have. But, as long as 
we are here on earth, he asks us to search, to struggle, and to hope. And, like 
his most hopeful Ninth Symphony, our work will never be completed. 
- David Hoose 
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TEXT AND TRANSLATION 
BARITONE 
0 Freunde, nicht diese Tone! 
Sondern lasst uns angenehmere 
anstimmen, und freudenvollere! 
BARITONE, QUARTET, AND CHORUS 
Freude, Schi:iner Gi:itterfunken, 
Tochter aus Elysium, 
Wir betreten feuer-trunken, 
Himmlische, dein Heiligtum! 
Deine Zauber binden wieder, 
Was die Mode streng geteilt; 
Alie Menschen werden Bruder, 
Wo dein sanfter Fliigel weilt. 
Wern der grosse Wurf gelungen, 
Eines Freundes Freund zu sein, 
Wer ein holdes Weib errungen, 
Mische seinen Jubel ein! 
Ja, wer auch nur eine Seele 
Sein nennt auf dem Erdenrund! 
Und wer's nie gekonnt, der stehle 
Weinend sich aus diesem Bund! 
Freude trinken alle Wesen 
An den Brilsten der Natur; 
Alie Guten, alle Bosen 
Folgen ihrer Rosenspur. 
Kiisse gab sie uns und Reben, 
Einen Freund, geprilft im Tod; 
Wollust ward dem Wurm gegeben, 
Und der Cherub steht vor Gott. 
Oh friends, not these sounds! 
But let us strike up more pleasant sounds 
And more joyful! 
Joy, 0 wondrous spark divine, 
Daughter of Elysium, 
Drunk with fire now we enter, 
Heavenly one, your holy shrine. 
Your magic powers join again 
What fashion strictly did divide; 
Brotherhood unites all men 
Where your gentle wings spread wide. 
The man who's been so fortunate 
To become the friend of a friend, 
The man who has won a fair woman -
To the rejoicing let him add his voice. 
The man who calls but a single soul 
Somewhere in the world his own! 
And he who never managed this -
Let him ste~ forth from our throng! 
Joy is drunk by every creature 
From Nature's fair and charming breast; 
Every being, good or evil, 
Follows in her rosy steps. 
Kisses she gave to us, and vines, 
And one good friend, tried in death; 
The serpent she endowed with base desire 
And the cherub stands before God. 
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TENOR SOLO AND CHORUS 
Froh, wie seine Sonnen fliegen 
Durch des Himmels Pracht' gen Plan, 
Laufet, Bruder, eure Bahn, 
Freudig, wie ein Held zum Siegen. 
CHORUS 
Seid umschlungen, Millionen! 
Diesen Kuss der ganzen Welt! 
Bruder uber'm Sternenzelt 
Muss ein lieber Vater wohnen. 
Ihr stiirzt nieder, Millionen? 
Ahnest du den Schopfer, Welt? 
uch ihn uber'm Sternenzelt! 
er Sternen muss er wohnen. 
Gladly, as his suns do fly 
Through the heavens' splendid plan, 
Run now, brothers, your own course, 
Joyful like a conquering hero. 
Embrace each other now, you millions! 
The kiss is for the whole wide world! 
Brothers - over the starry firmament 
A beloved Father must surely dwell. 
Do you come crashing down, you millions? 
Do you sense the Creator's presence, world? 
Seek Him above the starry firmament, 
For above the stars he surely dwells. 
- Ludwig van Beethoven 
and Friedrich Schiller 
(From "Ode to Joy") 
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DAVID HOOSE is Professor of Music at the Boston 
University School of Music, where he is Director of 
Orchestral Activities, as well as serving as Music Director 
of three distinguished organizations: the Cantata Singers 
& Ensemble (with which he recently celebrated his 
twentieth year), the Tallahassee Symphony Orchestra 
(with which he is celebrating his tenth year this season), 
and Collage New Music. 
David Hoose entered the Oberlin Conservatory to study 
horn and graduated with a degree in composition, 
having studied with Walter Aschaffenburg and Richard 
Hoffmann, student and amanuensis of Arnold 
Schoenberg. He continued his composition studies at Brandeis University, where he 
worked with Arthur Berger, Seymour Shifrin, Martin Boykan and Harold Shapero. 
He studied horn with Barry Tuckwell, James Singer and Richard Mackey. His 
principal study of conducting was at the Tanglewood Music Center, where he 
studied with Gustav Meier, worked with Leonard Bernstein and Seiji Ozawa, and 
was recipient of the Dmitri Mitropoulos Award. 
David Hoose has conducted the Singapore Symphony Orchestra, Saint Louis 
Symphony, Utah Symphony, Korean Broadcasting Symphony (KBS), Orchestra 
Regionale Toscana (Florence), Quad Cities Symphony Orchestra, Ann Arbor 
Symphony, Opera Festival of New Jersey, and at the Warebrook, New Hampshire, 
Monadnock and Tanglewood music festivals. In Boston he has appeared as guest 
conductor with the Boston Symphony Chamber Players, Handel & Haydn Society, 
Back Bay Chorale, Chorus Pro Musica, Fromm Chamber Players, Dinosaur 
Annex, Auros, and numbers of times with the Pro Arte Chamber Orchestra and 
Emmanuel Music. 
He has been guest conductor at New England Conservatory, Eastman School, 
Shepherd School of Rice University and University of Southern California. 
Mr. Hoose's recordings are on the New World, Koch, Nonesuch, Delos, CRI and 
GunMar labels. His recording of Peter Child's opera, Embers, and his recording of 
John Harbison's Motteti di Montale with Collage New Music is soon to be released. 
As a horn player, David Hoose served as principal horn of the New Hampshire 
Symphony, Portland Symphony (Maine), Boston Musica Viva, Handel & Haydn 
Society, Boston Philharmonic, Emmanuel Chamber Orchestra, Pro Arte Chamber 
Orchestra, Monadnock Music and the Cantata Singers, as well as appearing as 
soloist with many of these. He also performed with the Boston Symphony 
Orchestra and Boston Pops, and toured with the Apple Hill Chamber Players. 
For ten years he was a member of the Emmanuel Wind Quintet which, in 1981, 
won the Walter W. Naumburg Award for Chamber Music. 
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ANN HOWARD JONES is Professor of Music and 
Director of Choral Activities at Boston University, where 
she conducts the Symphonic and Chamber Choruses, 
teaches graduate choral conducting, and administers 
the MM and DMA programs. Recognized 
as a distinguished clinician, adjudicator, teacher, and 
conductor, she has received a Fulbright Professorship to 
Brazil and has recently accepted invitations to conduct 
and teach in South Korea, Australia, and Canada. She 
conducted the Buffalo Philharmonic Chorus and 
Orchestra in an all Brahms concert in the spring of 2002, 
and will return in 2004 to conduct Mozart's Vespers. 
Dr. Jones has been a member of the faculties at the University of Illinois, Emory 
College, the University of Georgia, and Wittenberg University. She has been invited 
to teach and conduct at the University of Miami, San Diego State, the University of 
Missouri, Drake University, Southern Methodist University for the Church Music 
Summer School, Central Connecticut State, and Michigan State University. 
rom 1984 tol999 Professor Jones worked with the late Robert Shaw and the 
tlanta Symphony choruses. She was Assistant Conductor for Choruses, sang in the 
alto section, assisted Robert Shaw Chamber Singers and was one of the organizers 
of the Robert Shaw Institute. She worked with the Festival Singers both in France 
and in the U.S. In 2002 Professor Jones was invited to conduct the Robert Shaw 
Tribute Singers in a performance for the American Choral Directors National 
Convention in San Antonio. 
Dr. Jones has concluded her ninth season as conductor of the Boston University 
Tanglewood Institute Young Artists' Chorus, an auditioned ensemble of eighty high 
school singers who rehearse and perform at Tanglewood. In that time, the chorus 
has performed an annual concert and collaborated with Seiji Ozawa, John Williams, 
Craig Smith, and Robert Spano in various projects undertaken by the Boston 
Symphony's Tanglewood Music Center. 
With the Symphonic Chorus and the University Orchestra, Dr. Jones conducted the 
Britten War Requiem for the Eastern Division Convention of the American Choral 
Directors Association in February. She recently prepared the chorus for the 2004 
Carnegie Hall Professional Training Workshop conducted by Charles Dutoit. 
Dr. Jones received the coveted Boston University Metcalf Award for Excellence in 
Teaching at the Commencement exercises in June 2003. Her degrees are from the 
University of Iowa. 
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Soprano KELLY KADUCE is a graduate of the Boston 
University School of Music, where she studied with 
Penelope Bitzas. 
In summer 2003, Ms. Kaduce made her Santa Fe Opera 
debut as The Chinese Actress in the world premiere of 
Bright Sheng's Madame Mao. In the 2003-2004 season, 
Ms. Kaduce's operatic roles include Gounod's Juliette 
with Lyric Opera of Kansas City, and Donna Elvira in 
Don Giovanni with Florida Grand Opera. 
Ms. Kaduce made her New York City Opera debut in fall 
2002 as Gretel in Hansel and Gretel. Additional engage-
ments during the 2002-2003 season included her return to Florida Grand Opera 
as Mimi in La Boheme, her first performances of Pamina in Die Zauberflote with 
Atlanta Opera, Micaela in Carmen at the Krannert Center, performances of Mimi 
in La Boheme with Lyric Opera of Waco, and a solo recital at Boston University. 
In the 2001-2002 season, Kelly Kaduce sang her first performances of Marguerite 
in Faust with Florida Grand Opera and Austin Lyric Opera, appeared with 
Minnesota Opera as Mimi in La Boheme, and sang Gretel in Hansel und Gretel · 
with Opera Colorado. 
Ms. Kaduce's engagements in the 2000 - 2001 season included Mimi in La Boheme 
with Opera Delaware, and Gretel in Hansel and Gretel with Sarasota Opera. She 
also appeared with the Florida Philharmonic Orchestra in summer 2000 as soloist 
in Beethoven's Egmont. 
Among Kelly Kaduce's orchestral credits are Mahler's Symphony No. 2, Barber's 
Prayers of Kierkegaard, Berg's Seven Early Songs, and Argento's Casa Guidi. Ms. 
Kaduce is a graduate of both St. Olaf College and Boston University. Ms. Kaduce 
was a winner of the 1999 Metropolitan Opera National Council Auditions. Mezzo-
soprano Penelope Bitzas is an Associate Professor of Voice and the former Chair 
of the Voice Department at Boston University. She received a Bachelor of Mus ic 
degree from Ithaca College, magna cum laude, and a Masters of Music degree from 
the New England Conservatory of Music. 
Mezzo Soprano PENELOPE BITZAS is an Associate 
Professor of Music in the Voice Department at the Boston 
University School of Music. She has performed in a wide 
variety of musical genres including opera, contemporary 
music, solo recitals, orchestral performances and Greek 
music. She has appeared as a soloist under such notable 
conductors as Kurt Masur, Seiji Ozawa, Luciano Berio, 
Robert Page, Gustav Meier, Richard Westenberg and 
George Tsantakis. She has performed roles with the 
Minnesota Opera, Midwest Opera Theater, Little 
Orchestra Society of New York, Boston Concert Opera 
and Ithaca Opera. Professor Bitzas has performed abroad 
in Germany, Greece, Cyprus, Turkey and Venezuela. She has been heard in concert 
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-at Alice Tully Hall, Mer kin Hall and Jordan Hall in performances of new music and 
Greek music, and in world premieres of these repertoires. 
In the New England area Professor Bitzas has been a soloist with the Bangor Symphony 
Orchestra in El Amor Brujo, ALEA III, Back Bay Chorale, Just in Time Players, 
the MIT Chorale and Orchestra, First Monday Concerts at Jordan Hall and Time's 
Arrow. She has also been the guest conductor of the Metropolitan Greek Chorale in 
New York City. 
Professor Bitzas was a national semi-finalist in the Metropoltian Opera National 
Council, a performing member of the Minnesota Opera Studio, the New Music 
Ensemble at the Banff Centre in Canada, and the Blossom Music Festival, as well as 
a recipient of two fellowships to the Tanglewood Music Center. Her students have 
been winners of several competitions, including the Metropolitan Opera auditions, 
the NATSSA competition, the Poulenc Competition, the MacAllister Awards and 
the Gerdna Lissner Foundation. They have also performed roles with the New York 
City Opera, Florida Grand Opera, Santa Fe Opera, Des Moines Opera, Boston Lyric 
Opera, Minnesota Opera, Sarasota Opera, Opera Colorado and others. In addition 
they have participated in summer apprenticeships including Opera North, Santa 
, Glimmerglass Opera, the Merola Program and Western Opera Theater, Des 
oines Opera, Opera Theater of St. Louis and Wolf Trap. 
Performing extensively in oratorio, concert and recital, 
Tenor KARL DENT has sustained a successful career 
of singing engagements, singing a broad span of vocal 
repertoire. He has often received generous acclaim for 
his interpretations of the Evangelist role in the J. S. Bach 
St. John Passion and St. Matthew Passion. For a ten-year 
period, Mr. Dent performed with famed choral conductor, 
the late Robert Shaw. Under Mr. Shaw's direction, he 
made his 1991 New York Philharmonic debut in Mozart's 
Grand Mass in C Minor, and his Carnegie Hall debut in 
1993 as soloist in the Berlioz Requiem. In addition, his 
collaboration with Mr. Shaw has enabled appearances 
with the symphony orchestras of Atlanta, St. Louis, San Francisco, Dallas, San 
Diego, Baltimore, Houston, Cleveland, Honolulu, and the National Symphony of 
Washington, D.C. 
Dent has made return engagements with numerous orchestras. Recent engagements 
include performances with the Seattle Symphony, New Mexico Symphony, Handel 
& Haydn Society, Flagstaff Symphony, Jacksonville Symphony, Austin Symphony, 
and the Rundfunks Sinfonie Orchester of Berlin, Germany. Mr. Dent performed 
this past season with such eminent conductors as Hans Graf, Claus Peter Flor and 
Gerard Schwarz. 
Opera engagements have included performances with the companies of Dallas, 
Albuquerque, Fort Worth, and Shreveport, highlighted by portrayals of Alfred 
· Die Fledermaus, Almaviva in II barbiere di Siviglia and Rinuccio in Gianni 
hicci. He created the role of Conrad in The Goose Girl by Thomas Pasatieri, 
ommissioned by the Fort Worth Opera. Mr. Dent was the tenor soloist in the 
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world premiere of For the Death of Orpheus for tenor, chorus, and orchestra, 
commissioned and performed by the Atlanta Symphony Orchestra and Chorus. 
Mr. Dent has appeared as soloist at major music festivals, including the Cincinnati 
May Festival, the Bach Aria Festival, the Round Top Early Music Festival, the New 
Texas Festival, and the Tanglewood Music Festival. 
Karl Dent has numerous recording credits on the TELARC label. In addition, he 
received the Grammy® Award as principal soloist on the Best Choral Recording for 
1997 for Rachmaninoff's The Bells, and is also tenor soloist on the Rachmaninoff 
Vespers with the Robert Shaw Festival Singers, which was awarded Best Technical 
Recording for 1990. 
A resident of Lubbock, Mr. Dent is in his ninth year as Associate Professor of Music 
and Voice Area Chair at Texas Tech University. 
Bass DAVID CUSHING is a graduate student 
studying at the Boston University Opera Institute with 
faculty members Penelope Bitzas, Sharon Daniels, and 
William Lumpkin. 
He has begun a promising career on the Boston music 
scene, with recent performances including the title role 
in Donizetti's Don Pasquale with Boston University's 
Opera Institute, Colline in Puccini's La Boheme with the 
Newton Symphony, Balthasar in Menotti's Amahl and 
the Night Visitors with the Bostonians, Dr. Grenvil in 
Verdi's La Traviata with Chorus pro Musica. Other BU 
Opera Institute roles have included Escamillo in Peter 
Brook's La Tragedie de Carmen, La Voce in Mozart's Idomeneo, Bottom in Britten's 
A Midsummer Night's Dream, the Stranger in Lukas Foss's The Jumping Frog, 
and Mr. Gobineau in Menotti's The Medium. 
Mr. Cushing has also been heard as the Sculptor Monk in Massenet's Le Jongleur 
de Notre Dame with Boston Academy of Music, with whom he sang the role of 
Sid in Puccini's Fanciulla del West. He performed at Tanglewood and in Jordan 
Hall in Lukas Foss's Griffelkin with Boston Modern-Orchestra Project, roles he also 
recorded on the Chandos label. 
Performances with the New England Conservatory included Superintendent Budd 
in Britten's Albert Herring, and he premiered the role of Consul Grotti in Daniel 
Shore's Works of Mercy. Mr. Cushing has also been heard as Masetto .in Moza~t's 
Don Giovanni with Opera North, Dr. Bartolo in Mozart's The Marriage of Ft~aro, 
Escarnillo in Bizet's Carmen, Sarastro in Mozart's The Magic Flute, Grandpa m 
Copland's Tender/and, and Plutone in Monteverdi's Balla delle Ingrate. 
Mr. Cushing has performed as soloist in Handel's Messiah, Dvorak's Stabat Ma~er, 
Mozart's Requiem, Faure's Requiem, Haydn's Lord Nelson Mass, Mozart's Coronatwn 
Mass, Beethoven's Mass in C, and Schubert's Mass in G. Upcoming engagements 
include Angelotti in Puccini's Tosca with Boston Lyric Opera and Fri~r Laurence 
in Gounod's Romeo et Juliette with the Boston University Opera Institute, 
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BOSTON UNIVERSITY SYMPHONY ORCHESTRA 
David Hoose, conductor 
The orchestral program of the Boston University College of Fine Arts assumes 
an integral and central place in the education of the School of Music's young 
musicians. The Symphony Orchestra, Chamber Orchestra, and Wind Ensemble, 
the three ensembles of the program, perform more than sixteen concerts 
each season, including performances in collaboration with the opera and 
choral programs at the College of Fine Arts. The range of music that the 
musicians study, prepare and perform is the widest possible, from central 
repertoire to unknown but valuable compositions to the newest music. 
Virtually all of the ensemble participants are music majors at the School, 
and most of those are performance majors. All are training devotedly to 
become our next generation of orchestral players, chamber musicians, 
recitalists and teachers. 
IOLIN I Ulija Rekasiute CELLO FLUTE 
Lelia lancovici Anna Washburn Sara Sitzer Jessica Lizak+ 
Pei-Ju Wu Melissa Stephens lnjung Song Nicole Millner 
Tera Gorsett Malorie Blake Rebecca Hartke Hyncheong Park 
Tingchi Huang Andrea Levine Philip Boulanger Sarah Paysnick 
Angel Valchinov Na Sun Leah Johnson Dawn Weithe* 
Hilary Castle Caitlin Crabtree Laura Metcalf PICCOW 
Catherine Wong James Ross Marianne von Nordeck Jessica Lizak 
Linda Hill Robin Canfield Sarah Morris Nicole Millner*+ 
Nikola Takov Matthew Tobin Richard Evans 
Rose Drucker Anabelle Ibanez Charlsie Hanson OBOE 
Mayumi Hasegawa Kristen Antolik Jarad Brown VIOIA 
Angela Leidig Jacqueline Ludwig Michael Dressler+ Heidi Broschinksi Christine Ulanowksi Lijiong Liao Daniel Oguri Shay Rudolph Emily Yu* Kelly Thomas Peter Lekx Paul Zang 
Timothy McKendree Caitlin Wick Isabel Fairbanks ENGLISH HORN 
Nadine Megill Clark Spencer BASS Meghan Hynson 
VIOLIN II Merrick Nelson Brian Perry CLARINET 
Alexandra Shepherd WillineThoe Ramsey Harvard Jacynthe Bourdages+ 
Zhongling Li Christina Butler Lauren Cohen Christine Hatch 
Shiraz Ben Yehuda Daniel Dona Brian Wahl Erika Means* 
Alison Roush Rebecca Schauer Xu Wang Yumiko Moriyasu 
Alex Spivakovsky Timothy O'Brien Max Zeugner E-FIAT CLARINET 
Elise Blake Julia Garfinkel Logan Coale Julie Vreman 
Lauren Gage Randall Zigler 
geny Kutik Jennifer Thomas 
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BASS CLARINET Kyle Dubois CELESTA ORCHESTRA 
Christine Hatch Kevin Maloney Molly Sassaman MANAGERS 
BASSOON Geoffrey Shamu+ TIMPANI Marianne von Nordeck 
Stephanie Busby* Kyra Sovronsky Daniel Bauch* Samuel Pascoe 
Aaron Harmon+ TROMBONE Timur Rubinsteyn + Dawn Weithe 
CONTRABASSOON Bradley Kerns+ PERCUSSION O RCHESTRA 
Janet Underhill Adam Mccolley Keith Carrick+ LIBRARIAN 
Rachel Ramsey* Robert Hudson 
Marianne von Nordeck 
HORN Eric Reynolds Jeb Ku levich David Gamble 
Bryn Grey B ASS TROMBONE David Lanstein 
Matthew Kurk Louis Bremer Eric Piekara 
David Rufino+ TuBA Michael Singer* 
Sturlaugur Sturlaugsson* Takatsugu Hagiwara 
* Principal in Schoenberg 
TRUMPET HARP +Principal in Beethoven 
Patrick Bullock* Yu-Hsin Huang 
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BOSTON UNIVERSITY SYMPHONIC CHORUS 
Ann Howard Jones, conductor 
Scott Allen Jarrett, rehearsal pianist 
The Boston University Symphonic Chorus is a musical organization comprised 
of students from ten foreign countries and thirty-four states. The youngest 
member is seventeen years old. Although there has been choral singing at 
BU since the 1800s, the chorus, in its present form, was founded in 1993. 
In its brief history it has performed many major choral works with the 
late Robert Shaw. 
SOPRANO Catherine Marchant Bernadette Colley Vanessa Velez 
Elise Ackermann Lauren Masterson Alexa DeGennaro Julia Villagra 
Lauren Athey Vani Mathur Jillian DiNunzio Caitlin Warbelow 
Michelle Axelrod Nicole Mauella Risa Drexler Elizabeth Westling 
Margaret Babin Catherine Meyers Miguel Felipe Allison Wetzel 
Katherine Baltrush Anne Miner Heidi Haupt Liza White 
gan Bender Emily Mingle Alison Howard Joyce Wah-Sheung 
auren Blair Claire Napolean Ji-Yun Jeong Wong 
Emily May Borababy Sylvana Opris Amanda Kabak Melissa Woods 
Laura Bottoms Laura Parker Anastasia E. Kidd Karen Yeats 
Lauren Brownstein Laura Peirce Hannah K. Kolak TENOR 
Rachel Cetel Jennifer Pinzari Heather A. Krajewski Joseph Aki 
Marissa Joy Clark Caitlin Quinn Anna Lanford Matthew I. Anderson 
Lindsey Elmore Katharine Quinn Kelly LeBlanc Michael Anderson 
Nisha Engineer Julie A. Schottenstein Ashley Leibenhaut Demetrios 
Lisa Flanagan Sherri Snow Joelle Lurie Antonopoulos 
Heidi Freimanis Caroline Stuva Elizabeth McBride David Bailey 
Christine Gastelum Alaina C. Tutrone Alessa McCoy Paul Beswick 
Katie Green Sarah Upton Meg McGinnes George E. Case IV 
Marisa Gudrais Kailey Walsh Shannon McKinney- Terry Doe 
Sarah Haas Kelly C. Weiley Freeman Frank Furnari 
Jodi Michelle Hann Lisa Wolff Maria Emma Blake Hunter 
Kate Henckel Lauren Sangwon Woo Meligopoulou Jeremy Jerla 
Rachel Henry Katie A. Woolf Erin Mich Chad William Kidd 
Heather Hoopes Kate Petak Michael McGaghie 
.ALTO Margaret Pienaykowski Cristin Hoover Emily M. Baker Robert Mollicone Victoria Pozzato Ryan Murphy Valerie A. Hurst Christie Beaulieu 
Monica Ibrahim Laura A. Quinn Zachary Petkanas Emily A. Belastock 
Joyce Ingle Kristen Reinhardt Michael Smith Megan Bell Rebecca Joy Reuker Courtney Kalbacker Patrice Buckley Liina M. Sarapik 
Kevin F. Story 
Sara Klaus Stephanie Budwey Matthew Tobin Vanessa Sawtell-Jones Keith Townsend dall Lima Hye-Eun Chon Jane Sitarz Edward Curtis Will iams sten Loesch Jennifer Coggins Katharine Stuffelbeam Hyun Yong Woo 
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BASS Avery Griffin Andre de Quadros 
Andrew Aziz Galen Hair Adam Riley 
Nicholas Barber Benjamin J. Harman Jordan Rock 
Sean M. Burton Henry Hsu Christopher Samsen 
Michael Ehrie lshan A. Johnson Naftali Schindler 
Andreas Eleftheriou Adam Knauss Yong Ping Tan 
Seth Fewell Robert R. Meuanote Christopher Tuite 
Jacob Fowle Derek R. Mink Joseph A. Valone 
David Fried Sangwook Park James E. Wilson 
Michael J. Georgen John Paulson Jacob Youmell 
Thomer Gil Sergio Pires Nathan Zullinger 
Foul'-day session $355; Five-day session $430 
Fee Includes all Instruction and a lawn pass grandng adm 
Main Grounds and Boston Symphony Orchestra concerts 
Meals and housing are not Included. 
For more Information, please contact 617-353-3 
www.bu.edu/tanglewood 
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CHORUS 
MANAGERS 
Sean M. Burton 
James E. Wilson 
-BOSTON UNIVERSITY SCHOOL OF MUSIC FACULTY 
STRINGS Timothy Genis percussion ORGAN Lukas Foss* 
Steven Ansell viola* Ian Greitzer clarinet James David Christie Charles Fussell* 
Edwin Barker double Ronald Haroutunian Nancy Granert Samuel Headrick* 
bass* bassoon Gerald Weale* David Kopp* 
Lynn Chang violin Scott Hartman Ludmilla Leibman* 
Jules Eskin cello trombone* VOICE 
Ramelle Adams Tetyana Ryabchikova Emily Halpern-Lewis Gregg Henegar bassoon Gerald Wea le* 
harp Daniel Katzen horn Sarah Arneson* Steven Weigt 
Raphael Hillyer viola Carrie Koffman Penelope Bitzas* 
Bayla Keyes violin* saxophone Kendra Colton Music 
EDUCATION 
Michelle Lacourse viola* Christopher Krueger flute Sharon Daniels* 
Lucia Lin violin* Lynn Larsen horn Mark Goodrich* 
Bernadette Colley* 
Richard Mackey horn Phyllis Hoffman* Andre de Quadros* Malcolm Lowe violin 
Dana Mazurkevich violin Thomas Martin clarinet Frank Kelley 
Joy Douglass 
Richard Menaul horn Susan Ormont William McManus ri Mazurkevich violin* 
Michael Monaghan Z. Edmund Toliver* Sandra Nicolucci ko Mizuno violin 
George Neikrug cello saxophone HISTORICAL 
Anthony Palmer 
Steven Scott 
James Orleans double John Muratore guitar PERFORMANCE 
bass Craig Nordstrom clarinet Aldo Abreu recorder Heidi Westerlund* 
Leslie Parnas cello Richard Ranti bassoon Laura Jeppesen viola da CONDUCTING 
Ann Hobson Pilot harp Thomas Rolfs trumpet gamba David Hoose* 
Michael Reynolds cello* Matthew Ruggerio Christopher Krueger Ann Howard Jones* 
Todd Seeber double bass bassoon Baroque flute David Martins 
David Soyer cello Eric Ruske horn* Marilyn McDonald Craig Smith 
John Stovall double bass Robert Sheena English Baroque violin horn Emlyn Ngai Baroque OPERA INSTITUTE 
Roman Toten berg violin Ethan Sloane clarinet* violin Judith Chaffee 
Michael Zaretsky viola James Sommerville horn Martin Pearlman* Claude Corbeil 
Peter Zazofsky violin • Linda Toote flute Marc Schachman Phyllis Curtin 
WOODWINDS, Charles Villarrubia tuba Baroque oboe Sharon Daniels* 
BRASS, AND Jay Wadenpfhul horn Peter Sykes harpsichord William Lumpkin* 
PERCUSSION Douglas Yeo trombone John Tyson recorder Christien Polos 
Laura Ahlbeck oboe 
MUSICOLOGY Laura Roffo 
Ronald Barron trombone PIANO 
Anthony di Bonaventura* Zibigniew Granat Jeffrey Stevens Jonathan Bisesi Allison Voth* 
percussion Maria Clodes-Jaguaribe* Thomas Peattie* Tomer Zvulun 
Peter Chapman trumpet Tong-II Han* Joshua Rifkin 
Doriot Dwyer flute Linda Jiorle-Nagy Joel Sheveloff* 
*Denotes full-time 
Terry Everson trumpet* COLLABORATIVE 
Jeremy Yudkin* faculty 
John Ferillo oboe PIANO THEORY AND 
Richard Flanagan Michelle Alexander COMPOSITION 
rcussion Shiela Kibbe* Martin Amlin* 
ph Foley trumpet Robert Merfeld Theodore Antoniou* 
Marianne Gedigian flute Richard Cornell* 
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CONTRIBUTORS TO THE COLLEGE OF FINE ARTS 
MUSIC PROGRAMS 
$50,000 AND ABOVE Esther B. Kahn Charitable $250TO $499 
Surdna Foundation, Inc. Income Trust Dr. Maki Amano 
Mrs. Leanne C. Robinson Mr. George L. Andersen $25,000 TO $49,000 Joel L. Sheveloff Drs. John and Harriet Carey National Endowment 
for the Arts Avedis Zildjian Company AndrH de Quadros 
Yamaha Corporation of America $500T0$999 Ms. Allison Fromm Entrekin 
$10,000 TO $24,999 Mrs. Lisa L. Agan Mrs. Carolyn B. Fowles 
The Clowes Fund, Inc. Ms. Sandra L. Brown Mr. Walter M. Frisch 
Columbus Manor, Inc. Mr. W. Newell Hendricks 
$5,000 TO $9,999 Cynthia and Oliver Curme Mr. Raphael Hillyer 
Aram and Jasmine Chobanian Dr. Edna L. Davis Dr. Jimmie L. Jackson 
Mr. and Mrs. Saul B. Cohen Mrs. Ann B. Dickson Mrs. Ellen S. Katz-Willner 
Ms. Doris S. Kitchen Phyllis Elhady Hoffman Mr. Robert E. Krivi 
$1,000 TO $4,999 Colonel Capers A. Holmes, Nancy F. Lewis 
Robin Abbott, D.D.S. USAF(Ret.) Mr. Lewis Lockwood 
Richard Carmel Charitable Ann Howard Jones Mr.John E. Loveless 
Remainder Trust Larry G. and Ann H. Jones Mastwood Charitable 
Maria Clodes-Jaguaribe Mr. James L. Ladewig Foundation 
Clovelly Charitable Trust Mr.and Mrs.Michael E.Miller,Jr. Ms. Margaret A. Metcalf 
Mr. William E. Earle Ms. Andrea Okamura Mr. Pierluigi Petrobell i 
Mr. Clifford R. Eisler Ms. Anthi Papanikolaou Mrs. Nan Hughes Poole 
Ann and Gordon Getty Eftychia Papanikolaou , Ms. Helen J. Steineker 
Foundation Elizabeth Anne Seitz 
Mr. and Mrs. Darrell R. Griffin Jeremy Yudkin 
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~ntrlbutors to the Music Programs belong to a special tvg~oup of people who believe in the importance of 
supporting young musicians through their educational activities, 
events, programs, and performances. 
We invite you to lend your support by joining the Friends of Music 
at the College of Fine Arts. For information, please contact Chris 
Santos, Director of Development and Alumni Relations, Boston 
University College of Fine Arts, 855 Commonwealth Avenue, 
Boston, MA 02215, or call (617) 353-2048. 
This list represents donors who have generously supported our 
programs this current fiscal year. Due to program deadlines, some 
donor names may be absent from this list. We thank you for 
your understanding. 
BOSTON UNIVERSITY COLLEGE OF FINE ARTS 
ADMINISTRATION 
Walt C. Meissner, Dean ad interim 
Andre de Quadros, Director, School of Music 
Jim Petosa, Director, School of Theatre Arts 
Judith W. Simpson, Director ad interim, School ofVisaal Arts 
Patricia Mitro, Assistant Dean, Enrollment Services 
Yvette Jusseaume, Executive Operations Officer, School of Music 
Brad Peloquin, Director of Admissions, School of Music 
Ellen Carr, Executive Director for External Relations 
Amy Corcoran, Director of Public Relations 
Christine C. Santos, Director of Development and Alumni Relations 
Karla Cinquanta, Alumni Officer 
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855 Commonwealth Avenue 
Boston, MA 02215 
617.353.3350 
www.bu.edu/cfa 
